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as he doubtless will continue to do when he becomes a man, un- 
less indeed, he should live in England long enough to be shamed 
out of the practice, as " Max O'Rell " confesses to have been. 

L'ART (Macmillan & Co.) for March and the first fort- 
night of April contains among other things an interesting account 
of the painter Drouais with reproductions of some caricatures of his 
friends made by him. There is a long article on the tenth exhi- 
bition of the French society of water-color painters, illustrated 
after pen-and-ink and crayon drawings of some of the paintings ; 
the Cathedral of Orvieto is described by H. Mereu, and E. del 
Monte writes of Holbein and reproduces several of his little wood- 
cuts. The etchings are " The Tailor," by A. Masson, after 
Bordes, and W. Hole's etching after a picture by Monticelli, 
which has already appeared in the Catalogue of the Edinburgh 
Exhibition. The other plates " hors texte " are a photochromo- 
type of an old binding and an allegorical composition by Eisen. 

IN the neat form which distinguishes many of their re- 
cent publications, Houghton, Mifflin & Co. publish a new volume 
of poems by Oliver Wendell Holmes. He calls it Before the 
Curfew, and other Poems, Chiefly Occasional. The Auto- 
crat is less autocratic than of yore in this new book of his, but 
scarcely less cheerful, and not a whit less kindly. Most of the 
longer poems were written for annual meetings of his class at 
Harvard ; others are odes to friends, to James Freeman Clarke, 
Frederick Henry Hedge and John Greenleaf Whittier. Readers 
will wish that many such occasions may still draw sparks of 
poetic fire from the author in years to come. 

InMarahuna (Longmans, Green & Co.) H.B. Mar- 
riott Watson has written a romance which compares favorably 
with any of the tales of wonder which have followed the appear- 
ance of Mr. Rider Haggard's " She." Marahuna is a strange crea- 
ture who comes out of a curtain of fire rising from the sea 
within the antarctic circle, and is carried to England on board 
a steamer sent out for scientific purposes. The greater part of 
the story, and the most interesting, is concerned with her efforts 
to humanize herself, which end disastrously for her new friends. 
This is very well managed so as to be credible though marvellous, 
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THE ROSE STUDY IN OIL COLORS. 



The background of this study is painted with raw 
umber, yellow ochre, white and a very little ivory black in the up- 
per part, with the addition of burnt Sienna and madder lake, with 
more black in the deeper tones at the left and behind the roses at 
the lower part of the canvas. It is well to mix a little refined 
spirits of turpentine with the colors for the first painting, and 
after this substitute French poppy oil, with a very little siccatif 
de Courtray for a medium. The red roses may be painted with 
madder lake, vermilion, white, light red and a very little ivory 
black for the local tone. Remember that this tone represents 
the general half tint of the flower uninfluenced by strong light 
and shade. The deeper shadows have very little white and more 
ivory black. Burnt Sienna is substituted for light red and ver- 
milion is omitted. Paint the highest lights at the last with crisp 
touches. Use for these white, a little yellow ochre and madder 
lake, qualified by the smallest quantity of raw ivory black, to pre- 
vent crudeness. The green leaves for the local tone are painted 
with Antwerp blue, white, light cadmium, vermilion and ivory 
black, adding burnt Sienna and raw umber in the shadows. The 
highest lights are touched in crisply, and are painted with white, 
light cadmium, a very small quantity of ivory black and a little 
madder lake. In some parts a very little blue may be added. 
The same colors are needed for the stems, which should be care- 
fully put in with small brushes. The sharp narrow touches of 
high light on the leaves and edges of some petals should also be 
carefully painted with small flat sable brushes, well loaded with 
paint. Nos. 5 to 11 are good for details and finishing touches. 
For general work use flat bristles of medium and small sizes. In 
painting the gackground, always use as large a bristle brush as 
can conveniently be manipulated. In painting the sharp high 
lights, try to put in each touch just where it belongs, so as not to 
go over the same place if it can be avoided. In the broader lights, 
it is better to use a small flat bristle brush instead of a sable, 



use Antwerp blue, white, light cadmium, madder lake and ivory 
black. In the shadows add burnt Sienna. 

The stems are painted with raw umber, white, madder lake and 
yellow ochre, adding burnt Sienna and a little permanent blue in 
the shadows. The best medium to use after the first painting is 
French poppy oil, mixed with a very little Siccatif de Courtray if 
necessary. Use flat bristle brushes for the general painting, and 
for small details in finishing substitute small flat pointed sables, 
Nos. 5 and 9. 
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TO STUDY HERE OR ABROAD? 

Sir : Kindly tell me whether it would be better to 
enter an art school at Munich or first to commence here in Amer- 
ica ? On the whole, is it not cheaper in tuition and personal ex- 
penses than here ? I am a crayon and water-color portrait artist. 
What examination for admittance would be required in Munich ? 

" A German," Milwaukee. 

If you have had in America a thorough training in drawing 
from the cast and from life, it is better to continue your studies in 
a good foreign school, either in Munich or Paris. The modern 
methods most approved, as being severe in drawing and technique, 
are by many artists supposed to be found in the celebrated art 
schools of Paris, such as the ficole des Beaux Arts, " Julien's," 
and the ateliers of Carolus Duran, Bonnat, and similar acknowl-, 
edged masters of painting. The choice of the style and " school" 
must, of course, rest with the student. If one has not had the 
proper preliminary studies, these can be acquired here with the 
same facilities as in Paris or Munich. Several of the younger 
artists who have recently returned from their prolonged course of 
study abroad open their studios to beginners, and are willing to 
train them for the more advanced work needed in foreign studios. 
As to the question of cost of living, we believe that if the person 
is well informed about such matters, he will not find it much more 
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OCEANUS AND THE NEREIDS. AFTER FLAXMAN. 

(PUBLISHED FOK C S., MILWAUKEE, AS A COMPANION TO THE FLAXMAN DESIGN GIVEN IN MARCH.) 



the beginning being granted. It was, perhaps, necessary that the 
finale should be again incredible, but it does not help the im- 
pression made by the book. 

Bonaventure, George W. Cable's new romance, 
which he calls a prose pastoral of Acadian Louisiana, recounts 
the fortunes of the descendants of a family of Acadian refugees. 
It is divided into three parts, each under a separate title. The 
first of these is named from the region settled by our Acadian 
friends " Caroncro," which, in " English as she is spoke" outside 
of Louisiana, is Carrion Crow. After seventy-three pages the 
scene and the title change to " Grande Pointe," and after sixty- 
six more to " Au Large ;" but the personages for the most part 
remain the same, and the interest of the story is continuous. 
The book is replete with clever characterizations, and is, in many 
respects, Mr. Cable's best. (Charles Scribner's Sons.) 

In a little volume got up to look like a paper-weight 
of Scotch granite, Ticknor & Co. publish a bright little story 
with a lugubrious title, An Uncloseted Skeleton. The 
authors, who claim to be only the editors, are Lucretia Peabody 
Hale and Edwin Lassetter Bynner. A bunch of old letters, 
found in a chest of drawers bought at an auction, and a frag- 
ment of a diary, discovered at the dismantling of the Tavern Club, 
are said to have furnished the incredible facts on which the story 
is founded. These cover a case of mistaken identity of a very 
peculiar kind, to say more about which would be to spoil the 
reader's pleasure in the book. 

The Spell of Ashtaroth (Charles Scribner's 

Sons), by Duffield Osborne, is a vigorous historical novel. The 
author is quite successful in bringing the reader back, in fancy, to 
the times in which its events are supposed to have occurred. The 
time is that of the Jewish occupation of Palestine, and the main 
occurrences are grouped about the taking of the city of Jericho by 
Joshua's array. The hero, a young Hebrew soldier, falls in love with 
a young woman of the Canaanites, and deserts the cause of Jehovah 
for that of Ashtaroth, the goddess of the conquered people. 
The author evidently agrees with M. Renan in his view of the 
historical events which fall within the scope of his story ; but the 
color and movement are as original as they are striking. 



painting with the edge at times. Try to keep the colors fresh 
and bright, and do not dull them by going over the same places 
too often. When the painting is finished and dry, use a little 
French re-touching varnish to bring out the colors. 



expensive to live in New York than in Paris. On the whole, 
we advise you to study in America until, at least, you are thor- 
oughly grounded in drawing, before thinking of entering the for- 
eign schools, where, as a recent writer says, "talent is only 
mediocrity." What chance there, then, has ignorance ? 



PAINTING SNOWBALLS IN OIL COLORS. 

The white snowballs have a tendency toward a deli- 
cate greenish hue in the centres, although the local tone is rather 
warm in quality. An appropriate background for this study, 
therefore, will be a light greenish gray, with suggestions of purple 
in the shadows. 

Begin by sketching, as usual, the general outlining of the flowers 
and leaves, omitting small details at first. Use burnt Sienna and 
ivory black diluted with turpentine to secure the drawing, and 
while this is drying, which it will do very quickly, paint the back- 
ground. The colors needed for this are permanent blue, white, 
yellow ochre, raw umber, light red and ivory black. In the darker 
and cooler tones add madder lake. Paint with plenty of color, and 
use a pretty large flat bristle brush. It is advisable to add a little 
turpentine to the colors for the first painting. The snowballs 
should be painted in at first in general masses of light and shade, 
without much regard to the actual details of the flowers which 
form each ball. It is, however, very important that the forms of 
the shadows should be carefully observed where they meet the 
lights, as this indicates the character of the blossoms. 

Do not put in the highest lights or darkest shadows in the first 
painting ; leave these with other details to be added later, after the 
general effect of color, form and proportion are secured. 

The colors needed for the snowballs are white, yellow ochre, 
a little cobalt, madder lake and a very little ivory black. With these 
make a delicate gray for the light masses ; this will form the gen- 
eral half tint. In the shadows use the same colors but with less 
white and more ivory black ; add also burnt Sienna. Paint the 
highest lights with white, a little yellow ochre, adding peihaps the 
least quantity of ivory black to qualify the crudeness. In the cen- 
tres a little light cadmium may be substituted for yellow ochre. 
The green leaves are rather warm in quality, but of a medium 
shade, having suggestions of purple at the tips in parts. For these 



DRA WING IN CHARCOAL. 

F. J., Plainfield, N. J. — There are two principal 
methods of drawing in charcoal : one when the stump is used 
throughout and again when the shadows are put in simply by 
broad hatching, and the stump is not used at all. In this case, a 
slight tone is often rubbed in all over the surface of the shadow 
with the finger, and the hatching is put on afterward with the 
charcoal sharpened to a point. In landscapes the finger is used 
to rub in the charcoal, instead of the stump, by many artists, as it 
gives a different and looser effect, though the hatching is omitted. 
The point is, of course, used also. For instance, in beginning a 
landscape, just sketch in lightly the principal forms, dividing the 
whole as far as possible into two large masses of light and shade. 
With a stick of sharpened charcoal fill in the shadows with strong 
parallel lines rather close together. Now with the first finger 
gently rub these lines together until the whole is one flat tone. If 
the tone is too dark, rub a clean rag softly over the surface of the 
paper, removing the superfluous charcoal, and then go over it 
again with the point. The same process may be repeated until 
the desired depth of tone is gained. The deeper accents may 
then be put in with the charcoal point and any necessary details 
drawn. The most brilliant lights may be made in the darkest 
shadows, or any part completely erased, at will, by using stale 
soft bread crumb rolled up to a point in the fingers. Sometimes 
the pointed rubber stump is found convenient when bread is not 
at hand. The masses of light in the landscape are treated by 
spreading in the same way a very delicate tint over the whole 
surface, and then removing the highest lights with bread. The 
accents and details are then put in with a point, as before ex- 
plained. Sometimes a piece of chamois skin is preferred to a rag 
in removing superfluous charcoal. You will find many useful 
hints on the use of charcoal for landscape drawing in the Talk with 
Mr. F. Hopkinson Smith published in The Art Amateur in May. 
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SNOW-BALLS. BY VICTOR DANGON. 

(for treatment in oils, see page 23.) 
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PORTlfeRE, FOR SUMMER COTTAGE, IN APPLIQUE AND OUTLINE EMBROIDERY. 



(see opposite page.) 



